ities. Positively, the repetition of early Christian architectural forms played a role in papal propaganda by advertising the renewal of the apostolic Church and papal government, but there was also a failure of imagination; Rome was "weighed down by her past."
Trachtenberg proposed that analyzing the twelfth-century churches semiotically, as elements in a "structuralist field of the production of meaning," would neutralize the unspoken reason for Krautheimer's unfavorable assessment: techno logical and stylistic development. If Santa Maria in Traste vere ( Fig. 1 ) looks "conservative and retardataire," it is by comparison to a building like Saint-Denis (Fig. 2) , which was progressive and avant-garde. The sign-system of Rome did not include Saint-Denis, however, so the historian's implicit comparison and its attendant judgments are inappropriate.
Trachtenberg called for understanding Rome as a "closed semiotic circle," in which "all reference was to itself and its deeply historicist" ideology of a papacy rooted in the time of hand, the semiotic model challenges Claussen's implicitly semiotic reconstruction: If San Crisogono signified victory, how did it do so and to whom?
The transept is nearly always taken to be the dominant sig nifier because it recalls the fourth-century apostles' basilicas, To return to Trachtenberg's semiotic model of Rome: Claussen's characterization of the trabeated transept basilica presumes that it displayed difference from other recently reno vated churches like Santa Maria in Cosmedin (Figs. 14 and 15), which has three apses but no transept, arches over the col umns rather than architraves, and colonnades rhythmically interrupted by piers. Santa Maria in Cosmedin is also notably smaller than San Crisogono.30 Medieval visitors surely would have seen these differences, but they also would have been dazzled by the colorful and abundant ornament that the smaller church shares with San Crisogono. The lush mosaic pavement of Santa Maria in Cosmedin is dominated by an astonishingly large porphyry rota in front of the choir (Fig. 16) . The choir and presbytery were enclosed by marble panels with porphyry and green mosaic, and behind them a massive Roman granite tub serves as the altar. In the depth of the apse stands a throne adorned with porphyry plaques and ancient lion protomes that form armrests (Fig. 17) . And the spoliate colonnades, however Worthy Alfanus, perceiving that all things pass away, set up this sarcophagus for himself lest he perish completely. On the outside the work wholly delights, but inside it warns that afterwards sad things are waiting.33
In the depth of the apse, the sculptured throne bears the The throne (Fig. 17) , "the top of [it] round behind, and
[with] two hands on either side holding the seat, and two lions
[standing], one at each hand," is a representation of the Throne of Solomon. It is easily recognizable as such even if it is raised on three steps rather than six and lacks the twelve "little lions"
that stood on the six steps, according to the description in the Crisogono, began with the demolition of a venerable early Christian basilica in order to construct a new church and living quarters?this time for canons rather than monks?at a higher level on the same site. As at both San Crisogono and Santa Maria in Cosmedin, the new church was brilliantly out fitted with a gorgeous mosaic pavement and marble furni ture: choir and presbytery enclosures, altar and ciborium, and apsidal throne (Fig. 18) call the "lay persons' nave" (the part of the nave between the eastern entrance and the choir), because the inscription would have fit within the square at the center of the cross that is formed in this area by intersecting bands of roundels-and guilloche (6 in Fig. 19 ).42 This is pure speculation, but if true it means that San Clemente was literally centered on its donor, in an even more emphatic personalization of sacred space than was effected in Santa Maria in Cosmedin.
A second commemorative inscription occurs in the focal point of the basilica, as at Santa Maria in Cosmedin engraved on the throne in the apse ( Osborne has argued that the area beneath this mural was "in tended for the burial of one or more members of the family."
Certainly the subject?the saint's power to save the innocent from death?is intensely suggestive of such a function, as is the The outward expression of church reform most visible to the Roman people, paradoxically, was an imitation of the signs and rituals of secular rule. Popes and cardinals adopted contemporary feudal insignia and prerogatives and also imi tated ancient Roman emperors, in a self-fashioning famously described by Percy Ernst Schramm as imitatio imperii.56 should not be made, and those that have been made should be torn down."58 In Rome the opposition to clerical worldliness was mobilized by Arnold of Brescia, but only after the people had rebelled against the pope for other reasons.
The immediate cause of the revolt of 1143 seems to have been lust for the possessions of Tivoli, which had been con quered by a combined force of papal and citizens' militias but made to swear fealty only to the pope. According to the imperial historian Otto of Freising, the populus "impetuously stormed the capitol and, in its eagerness to restore the ancient glory of the City, reestablished the senatorial order . . ." and proceeded to renew the war under its own authority. But Pope Innocent II realized that more was at stake:
... in his great wisdom and foresight, fearing that the Church of God, which for many years had vigorously ... the menace of [his] baneful doctrine began to grow so strong that not only were the houses and splendid palaces of Roman nobles and cardinals being destroyed, but even the reverend persons of some of the cardinals were shamefully treated by the infuriated populace.62
Pope Eugenius III also took arms against the populace, now led by Arnold, with no more success than his predecessor.
Finally, under Hadrian IV Arnold was kidnapped ("fell into the hands of certain men," as Otto delicately put it) and taken before Otto's emperor Frederick I, who turned him over to the prefect of Rome for execution. "After his corpse had been reduced to ashes ... it was scattered on the Tiber, lest his body be held in veneration by the mad populace."63
In a widely read treatise addressed to his Cistercian disciple, Bernard of Clairvaux acknowledged that the populus was an "affliction":
What shall I say about the people? They are the Roman Just as Bernard allowed that bishops "stimulate the devo tion of a carnal people with material ornaments because they cannot do so with spiritual ones," he also conceded the pope's need to display magnificence:
I suggest that these things must be allowed for the time being, but are not to be assumed as a right. Rather, I urge you on to those things to which I know you have an obligation . . . Even if you are arrayed in purple and gold, there is no reason for you to abhor your pastoral responsibilities: there is no reason for you to be ashamed of the Gospel. If you but preach the Gospel willingly you will have glory even among the Apostles.67
In citing these passages I am making a semiotic argument, not a political one: not that the basilicas rebuilt by high church men between 1100 and 1143 caused the rebellion that led to the restoration of the senate, but that those basilicas were born into a city in which rebellion was imminent, where the out, and it is to pilgrims, I think, that they were principally in tended to speak.
In closing I will turn briefly to the other pole of Trachten berg's semiotic binary, the "shattered" (fracta) Rome that Krautheimer called the "inheritance" of the Middle Ages and The City's fallen, whose greatness would you measure, "Rome once stood here" is all that can be said.
Yet not the circling years, not sword nor fire
This glorious work could utterly lay low; Man's toil could make of Rome a city higher Than toiling gods could wholly overthrow.
Bring now Heaven's grace, bring gold, bring marble new, And craftsmen eager for fresh feats of skill:
Your fabric yet the old shall not outdo;
E'en to restore it will defeat you still.
These sculptured gods the gods themselves amaze, Content, could each but with his image vie; Such godlike forms Nature in vain essays
As man creative here doth deify.
Art makes these gods and not divinity . . ,69
The pendant poem celebrates the Christian city, whose ruins are proof that she has left behind her pagan ways:
When statues, when false deities pleased me I was great in war, in people, with ramparts;
But throwing down the images and superstitious altars, At once I was joined to God in servitude.
Defenses stopped working, the gods' palaces were shattered,
The people were enslaved, the knights declined. In these poems, ruins are indices of a magnificent culture as well as of the renunciation and abjection that were demanded by conversion to Christianity. They are painfully ambiguous signifiers, denoting the loss of being (Roma fuit!) and of memory (vix Romae Roma recordor) that was prerequisite to spiritual progress. Although the verses' exquisite nostalgia for Antiquity is unmatched in twelfth-century literature, the senti ment is not unique. Permission is given to smash up the beautiful room, its gold and crystal images and its machines, and Chromatius is duly This verbal construct took on a life and semiotic power of its own as, from the twelfth century onward, the actual ruins of Rome increasingly displayed difference from the collective mental image of the ancient city generated by antiquarians and archaeologists.
To return, in the end, to Richard Krautheimer. He dis trusted theory. He once wrote to me:
By and large I loathe everything that smacks of theory. For one, I am too dumb for it, for theoretical thought as well as for its high-faluting vocabulary. Second I can't help suspecting that much of it is written by scholars not as conversant as they ought to be with the material or with history.
Taking the humility topos for what it is ("false modesty is bet ter than no modesty at all," he liked to say), we are left with a challenge, or what I read as a challenge, to make the "high falutin vocabulary" of theory useful to history without reduc ing history to the more or less artful deployment of fancy words. The inventor of the "iconography of architecture" must have known that it is not only possible but necessary to do this, as the writing of history cannot advance by empirical discoveries alone. Marvin Trachtenberg's adaptation of struc turalist semiotics to the problematic of twelfth-century Rome has the capacity, like the pictorial concept of iconography, to provoke a resorting of the historical data. As such it is a clever and stimulating tribute to a great historian. 
